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ORIGIN  OF  THE  FLUTE. 


The  F.  Jtc  was  invented  in  Egypt,  more  than  three  thousand  years  ago  ; it  was  at  first  in  the  form  of  a bullock’s  horn, 
and  was  made  of  horn,  bamboo,  or  some  other  hollow  substance.  'I'he  Egyptians  had  a tradition  that  the  Flute  was  in- 
vented by  Minerva,  who  is  said  to  have  thrown  it  aside  on  being  laughed  at  by  Juno  and  Venus,  for  the  distortion  caused 
by  swelling  her  cheeks  in  the  act  of  blowing  it.  Another  says,  that  she  abandoned  the  Flute  on  seeing  Apollo  playing  the 
lyre,  because  she  observed  that  this  left  his  mouth  at  liberty,  and  enabled  liim  to  sing  while  he  played.  It  derived  its  name 
from  Fluto,  a lamprey, ' a sort  of  eel,  which  it  resembles  not  only  in  figure,  but  also  in  the  number  and  distance  of  its  holes, 
similar  to  those  observable  in  the  sides  of  that  delicate  fish. 

The  Egyptian  history  of  the  muses  is  so  intermixed  with  fabulous  accounts  of  the  heathen  mythology,  that  the  precise 
date  of  its  origin  cannot  be  known.  Hyagnis  an  Egyptian,  who  lived  about  1500  years  B.  C.  is  however  generally  sup- 
posed to  have  been  its  inventor,  and  his  son  Marsyas  was  the  most  celebrated  player  of  his  day.  Marsyas  was  the  inventor 
of  the  bandage  made  of  leather  thongs  used  by  the  ancients  in  playing  the  Flute,  to  keep  the  cheeks  and  lips  firm,  and  'to 
prevent  the  distortion  of  countenance  while  blowing. 

Homer  in  his  Iliad  and  Odyssey  mentions  the  Flute  as  being  one  of  the  principal  instruments  of  his  time. 

Josephus  the  Jewish  historian  tells  us  that  the  number  of  flute  players,  who  led  the  processions  of  the  Jewish  festivals, 
amounted  sometimes  to  several  hundreds.  At  the  dedication  of  Nebuchadnezzar’s  golden  image  the  flute  is  mentioned  as 
oeingoneof  the  instruments  used  on  that  occasion.  From  these  and  various  other  instances,  we  infer  that  the  flute  was 
in  use  among  the  ancients  at  a very  early  period. 

The  flute  was  a favorite  among  the  ancient  Greeks.  Tyrtasus,  an  Athenian  General,  is  said  to  have  invented  a new 
military  flute  or  clarion,  to  the  animating  sound  of  which,  the  Spartans  attributed  their  victory  over  the  Messenians, 
B.  C.  685. 

At  the  Olympic  and  Pithic  games,  musical  contests  at  times  formed  the  chief  part  of  the  exhibitions.  At  the  Pitbic 
games,  the  prize  was  given  to  him  who  should  sing  best  to  a flute  accompaniment,  and  also  who  should  perform  best  on 
tile  flute  alone.  This  was  the  first  separation  between  music  and  poetry.  Secadas  was  the  first  who  distinguislied  him- 
self in  this  way  by  performing  the  Pithic  air  on  his  flute.  After  this,  Pythocritus  gained  the  prize  at  Delphos,  as  a «olo 
player  on  the  flute,  six  different  times.  , 

The  Flute  players  of  Greece  were  of  both  sexes.  The  beautiful  Lamia  was  one  of  the  most  celebrated  flute  players  of 
antiquity ; many  olfier  females  among  the  aacient  Egyptians  and  Greeks,  were  noted  for  being  celebrated  performers  OQ 
the  flute 

The  music  produced  by  the  ancients,  (if  it  could  be  called  music,)  weis  of  a very  harsh,  disagreeable  and  discordant  na- 
ture, the  taste  for  vociferous  music  among  the  Greeks,  may  be  guessed  at  from  an  anecdote  of  a young  flute  player, 
named  Harmonides,  who  began  a solo  at  the  Olympic  games  with  so  violent  a blast,  on  purpose  to  surprise  and  animaf 
his  audience,  that  he  breathed  his  last  breath  into  his  flute,  and  died  on  the  spot. 
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Among  the  ancient  Romans,  the  liute  lield  a very  iniporiunt  place  in  all  musical  performances,  either  in  the  field  of 
battle,  or  at  the  theatres,  halls  of  banqueting,  and  temples  of  worship;  it  ranked  next  to  the  lyre. 

The  flute  was  introduced  at  an  early  periotl  into  Germany,  wliere  its  form  was  changed  to  the  traversa  fluto,  or  side 
flute.  The  flutes  of  the  ancients  were  blown  on  the  end,  liko  the  flageolet  or  clarionet ; they  were  at  first  made  with  the 
end  stopt,  and  with  but  three  holes,  which  were  afterwards  increased  to  eight;  the  keys  were  first  used  by  the  Germans, 
who  are  without  doubt  the  most  inijenious  in  musical  improvements. 

While  the  violin  and  other  popular  instruments  oftlie  day  cannot  date  back  their  invention  but  a few  hundred  years,  me 
flute  can  boast  of  as  many  thousand  years. 

The  flute  is  more  generally  in  use  tliroughout  the  world,  than  perhaps  any  other  instrument;  it  is  not  only  in  use  among 
all  civilized  nations,  but  the  aborigines  of  America,  the  inhabitants  of  tlie  East  and  West  Indies,  and  the  half  civilized  na- 
tions ol  Asia  and  Africa,  almost  universally  call  it  their  favorite  instrument 

REMARKS  ON  THE  FLUTE. 

The  Flute  is  an  instrument  which  has  deservedly  increased  in  popular  favor  within  a few  years.  Flutes  made  at  the 
present  day  are  constructed  so  differently  from  those  made  fifty  years  ago,  that  this  is  not  surprising.  Formerly  thev  were 
made  with  only  one  key  ; now,  they  are  finished  in  the  most  bc^iutiful  manner,  with  four,  six,  or  eight  keys,  and  so  nicely 
fitted  with  elastic  springs,  that  they  are  easily  managed,  and  stop  perfectly  tight,  even  in  executing  the  most  rapid  passages. 
There  has  also  been  great  improvements  made  in  regard  to  freedom  of  tone,  and  correctness  of  intonation.  In  fact  the 
flute  is  now  brought  to  a degree  of  perfection  which  could  hardly  have  been  anticipated  fifty  years  ago,  so  that,  from 
being  formerly  one  of  the  most  imperfect  of  wind  instruments,  it  has  now  become  the  most  perfect.  It  was  formerly 
thought,  that  the  tone  of  the  flute  was  very  limited  with  regard  to  power,  that  it  admitted  of  little  or  no  contrast,  but  that 
its  prevailing  character  was  softness  and  sweetness ; this  however  is  a mistaken  idea,  as  those  acquainted  with  the  proper 
mode  of  blowing  have  demonstrated  that  majestic,  powerful  and  brilliant,  as  well  as  the  most  soft  and  delicate  tones,  can 
bo  produced  upon  the  flute ; the  resemblance  between  the  tone  of  the  flute  and  the  human  voice,  will  continue  to  render 
it  one  of  the  most  popular  instruments  in  a concert  room,  as  well  as  for  the  parlor. 

The  learner  should  be  very  careful  to  see  that  the  flute  is  perfectly  smooth  inside,  as  the  least  roughness  will  aflect  its 
tone  ; it  should  be  occasionally  swabbed  out  and  well  oiled  with  sweet  o4  After  playing,  it  should  be  wiped  dry  inside 
and  out  Be  particular  to  ksep  it  from  the  damp. 


INSTRUCTIONS  FOR  THE  FLUTE. 
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If  tl-C  object  in  the  use  < f any  instrument  is  K .lUtate  the  human  voice  ; ills  no  doubt  more  nearly  obtained  by  the 
(lerraan  Flute  than  perhaps  any  otlier.  In  ord-"  .lerefore  to  acquire  a knowledge  of  the  above  Instrument  the  first  thing 
which  you  ought  to  attend  to  is,  to  place  the  Fl^ic  properly  to  )'our  lips  ; to  do  which  you  must  take  the  upper  part  or 
Joint  of  yonr  Flute  omy  and  place  it  to  your  mouth  turning  the  hole  a little  inwardly  or  outwardly  till  you  can  sound  it 
with  ease,  which  is  not  acquired  by  forcing  much  wind  into  the  Flute  but  on  the  contrary  by  a retention  thereof  When 
you  have  acquired  this  put  the  remaining  parts  of  the  Instrument  together,  then  add  your  left  hand  resting  the  Flute  on 
llie  i3d  joint  of  the  Ist  finger  and  at  the  same  time  embracing  it  with  your  thumb  and  with  the  tip  of  your  first  and  second 
fingers  upon  the  first  and  second  holes,  and  your  3d  finger  on  the  3d  hole  nearly  straight  with  your  hand,  a little  slanting 
your  right  hand  fingers,  laying  easy  on  the  lovier  hole  with  your  second  finger  a little  cornered.  The  Instrument  being 
thus  held  take  all  your  fingers  off  except  the  first  of  your  left  hand,  and  try  to  sound  that  note,  then  proceed  by  putting 
down  the  second  finger,  and  so  on  till  you  can  sound  the  Flute  with  every  hole  stopped. 

The  Instrument  should  be  held  nearly  in  a horizontal  direction,  observing  always  to  stand  or  sit  v/ith  the  body  and  head 
upright.  You  should  commence  with  some  easy  piece  in  the  key  of  G (-i)  or  D as  they  are  more  natural  to  the 
Flute  than  any  other  key. 
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ADDITIONAL  KEYS. 

Although  the  German  Flute  with  one  key  has  all  the  semitones,  as  already  explained,  yet  to  render  the  Instrument  more 
perfect,  other  keys  have  been  added,  termed  additional  keys;  the  numbers  most  in  use  are  three,  four  and  six,’a  scale  of 
vhich  is  given  above.  When  your  Flute  has  but  four  keys  the  long  keys  of  the  scale  should  of  course  be  omitted. 

DOUBLE  TONGUEING. 

Double  Tongueing  is  of  the  first  importance  to  every  one  who  wishes  to  play  with  execution,  as  by  it  many  passages 
l^ery  difficult  are  rendered  perfectly  easy.  'Fhe  chief  difficulty  in  this  is  in  the  action  and  reaction  of  the  tongue  against 
e roof  of  the  mouth,  pronouncing  at  the  same  time  the  words  tootle,  tootle,  too,  to  yourself,  and  carefully  observing  to 
und  the  notes  clearly  and  distinctly,  in  order  to  acquire  which  1 would  recommend  only  to  use  the  top  joint  of  the  Flute 
first,  carefully  observing  that  the  action  and  reaction  are  equally  distinct,  then  add  the  remaining  parts,  and  do  tht 
ohaarvinv  tlxit  voor  Toa^ie  and  Fingers  move  togotber 
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INSTRUCTIONS  FOR  THE  FLUTE 


ON  DOUBLE  TONGUEING. 

Double  tongueing  is  the  most  brilliant  articulation  on  the  Flute,  with  a f?;cility  of  executing  many  diff.  lult  passages, 
which  cannot  be  perJormed  with  good  eliect  by  the  ordinary  mode  of  articulation. 

Double  tongueing  is  produced  by  pronouncing  the  two  syllables  tootle  with  the  ronguc,  very  distinctly  into  the  Flute 

which  will  produce  two  notes  thus,  and  which  the  learner  should  practice  very  slow  at  first,  until  he  can  produce  the 

tootle. 

notes  distinct  and  clear,  carefully  observing  that  your  tongue  and  fingers  move  together  in  the  different  notes,  which  is 
very  essential. 
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too,  tootle,  tootle,  tootle,  loo 

In  Uojble  tongnoinjr  Triplets,  too  must  be  added  to  the  word  tootle,  as  in  the  following  Example. 
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.HJSICAL  INSTRUCTIONS 

STAFF,  and  its  Uogfrees. 


A Staff  consists  of  five  parallel  lines  with  their  four  intermediate  spaces,  counting  from  the  bottom  upvtards,  an  which 
characters,  called  notes,  are  written.  These  lines  and  spaces  are  generally  designated  by  the  first  seven  letters  of  I .e  alpha- 
bet, A,  B,  C,  D,  E,  F,  and  G.  When  more  than  five  lines  are  avanted,  short  additional  lines  are  added,  either  abote  or  b&- 
low  the  Staff,  which  are  called  Ledger  Lines.  See  Examples. 
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The  POUR  SPACES. 
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Lettera  on  the  Lines  and  Spaces. 


laedger  Lines. 
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The  CLEF. 

There  are  two  Clefs  in  music,  the  Treble  or  G clef,  and  the  Bass  or  F clef.  Tht  Treble  or  G clef  is  the 
only  CT€  used  in  music  for  the  Violin,  Flute,  Clarionet,  &c.,  and  is  always  placed  on  the  second  line  of  the 
Staff,  and  the  note  on  that  line  becomes  G,  from  which  all  the  other  notes  derive  their  names. 

AOTES  and  RESTS. 

There  are  six  kinds  of  Notes  in  common  use,  viz. ; the  Semibreve,  or  Whole  Note,  the  Minim,  or  Half,  the  Crotchet,  oi 
Quarter,  the  Quaver,  or  Eighth,  the  Semiquaver,  or  Sixteenth,  the  Demisemiquaver,  or  Thirty-secondth.  The  comparative 
length  or  value  of  the  notes  with  regard  to  each  other  will  be  seen  by  the  following  table  : 


Whole  Sound. 

Halves. 

Quarters. 

Eighths. 

Sixteenths. 
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Thirty-secondths.  ^ > M 


o 


1 Semibreve  is  equal 

to 

2 Minims 

4 Crotchets 
8 Quavers. 

16  Semiquavers. 

32  Demisemiquaversk 


Th''  re  are  also  six  Restsrpr  marks  of  silence,  corresponding  in  value  or  length  to  .he  notes  after  which  the/  are  named 
See  Fxamole 
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EXAMPLE  OF  NOTES,  WITH  THEIK  RESPECTIVE  RESTS 
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Crotchet. 


Quaver. 
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A Dot  after  any  Note  or  Rc.st  makes  the  Nos«  or  Resc  half  as  long  again, 
the  second  dot  is  equal  to  half  the  first  dot,  or  making  the  note  three  quarters  longer. 
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If  two  Dots  are  placed  after  a Notor 
See  Examples. 

PhAYEO. 


A I'ie,  nr  Slur,  ■'  ^ placed  over  or  under  two  notes  of  the  same  pitch,  binds  the  second  to  the  first  so  that  only  the  first 
IS  sounded,  but  continuing  the  sound  the  length  of  both  notes.  When  the  notes  are  [ilaceil  on  different  lines  or  spaces,  the 
Tie  shows  that  they  must  be  played  in  a smooth  and  connected  style.  This  style  of  playing  is  termed,  in  Italian,  Legata. 
The  ojiposite  style  of  playing,  wljieh  is  called  Staecato,  marked  thus,  i f denotes  distinctness  or  shortness  of  sound.  When 
marked  thus,  . • means  less  Staccato,  -and  thus,  ^ ^ still  less  Staccato  than  either. 


EXAMPLES  OF  THE  LEGATO  AND  STACCATO  STYLES  OF  PLAYING. 

Written. 

Played. ^ • • Played. 
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BAR. 


DOC RLE  BAR.  CLOSE. 
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AV'rltten. 

TI.HE  and  its  DIVISIO.^S. 

A Bar  is  a perpendicular  line  drawn  across  the  Staff,  and  is  used  to  divide  a 
musical  composition  into  equal  portions  of  time.  A Double  Bar  shows  the  end  of  a 
strain.  A Close  shows  the  end  of  a tune.  They  are  made  thus. 

Time  is  divided  into  two  sorts.  Common  and  Triple,  each  of  which  is  either  Simple  or  Compound ; and  the  character 
or  sign  which  denotes  it  is  placed  after  the  Clef  at  the  beginning  of  every  composition. 

Simple  Common  -iime,  when  marked  with  a C or  (^,  denotes  that  each  bar  contains  one  Semibreve,  or  its  equivalent 
iu  other  notes.  When  marked  2-4,  the  Bar  contains  two  Crotchets,  or  their  equivalent.  See  Examples. 

0«e  Semibreve  or  R«  equivalent  In  a Bar.  ________  p.  Two  Crotohet.  or  their  cqql'valept  In  a Bar. 
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wu.siCAL  i.^STRucrions. 


Counting,  in  music,  siiould  be  like  the  pendulum  of  a clock,  even  and  exact,  as  the  notes  must  he  timed  by  it. 


COMPOUND  COMMON  TIME  EXPLAINED. 

19  ftnaTcm  tn  mjiur,  or_the^_equlvMjBnt. 
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Tliese  two  last  kinds  are  very  seldom  used  in  modern  music. 

:XPLAINED. 

cqiiivnlent. 
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SIMPLE  TRIPLE  TIME  EXPLAINED. 

3 Crot€h€ts  in  n T?nr^  or  their  cqii^vntent. 
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3^j^Tcr»^ In  a Bar,  or  their  eqnlvalcnt. 

— g~rdi^~<g 
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KIne  Crotchets  In  a Bar,  or  tlietr  cgnlvalcnt. 


Compound  Triple  Time  is  seldom  used  in  modern  music. 

The  figures  which  mark  the  time  have  reference  to  the  Semibreve,  the  lower  number  shovring  into  how  many  parts  the 
Scindireve  is  divided,  and  the  ujijier  number  how  many  of  su  h parts  are  taken  to  fill  uji  a Bar.  For  example,  the  figures  | 
denote  that  the  Semibreve  is  dividend  into  four  parts,  namely,  C^’otchets;  and  that  two  of  them  are  taken  for  each  Bar.  The 
figures  I indicate  that  the  Semibreve  is  divided  into  eight  pai  ts,  or  Quavers,  and  that  three  of  them  complete  a Bar. 

The  figure  3,  when  placed  over  three  Crotchets,  Quavers,  or  any  other  notes,  is  called  a Triplet, 
and  denotes  that  the  three  crotchets  over  which  it  is  placed  must  be  jierlbrmed  within  the  time  of  two 
crotchets;  or  when  jiiaced  over  any  other  notes,  such  notes  are  to  be  performed  within  the  proper  time 
of  two  notes  of  the  same  kind.  A figure  6 placed  over  six  notes,  shows  that  the  six  notes  muit  be  per- 
formed within  the  time  of  four  of  the  same  kind. 

iniscellaneoiis  Characters,  Accidentals,  Scc» 

Each  sound  may  be  altered  by  adding  any  of  the  following  si^ns : 

A Sharp  ^ placed  before  a note  raises  it  a semitone  or  hall-tone. 

A Flat  l nlaced  biTore  a note,  lowers  it  a semitone  or  half-tone 


TRIPLETS. 


MUSICAL  INSTRUCTIONS. 


in 


A JJouhle  or  Chromatic.  Sharp  x placed  before  a note,  raises  ii  two  semitones  or  half  tones. 

A Double  PLAT  [^\y  lowers  the  note  two  semitones. 

A Natural  t|  takes  away  the  elfect  of  a Sharp  or  Flat,  whether  single  or  double;  and  a or  rcnistaics  he  sin* 
g!c  Sharp  or  Flat. 

. When  a Sharp  is  placed  on  the  staff  close  to  the  clef,  as  in  the  e.xainple  which  follows,  it  affects  every  note  on  F 
throughout  the  piece,  except  where  the  sharj)  is  contradicled  by  the  natural.  So  also  when  a Hat  is  placed  close  by  the  cltf, 
as  ill  the  following  example,  it  affects  every  B throughout  the  piece,  except  wlu're  contradicted  by  the  natural 

EXAMPLE. 

^ ^ SHARP  on  F. 

The  sa  n 1 rule  holds  when  more  Flats  or  Sharps  aie  placed  by  the  Clef. 


F.V  AMPLE. 
FLAT  on  B. 


When  a Sharp,  Flat,  or  Natural,  is  prefi.xed  to  a note  in  tne  course  or  a piece,  it  affects  only  the  following  notes  on  that 
letter  contained  in  the  same  Bar.  It  is  then  called  an  Accidental  Sharp,  Flat,  or  Natural.  See  E.xam[)les. 


ACCTOENTAI.  SHARPS. 


As  Played. 


ACC10K\T'\Ta  FLATfS. 
A«  Written. 


As  Played. 


it 


A.  AVritten. 


Accidental  Naturals  operate  in  the  same  mb.>ric: 


The  same  rule  extends  even  to  the  first  note  of  me  suhsequeut  bar,  when  the  affected  note  is  the  last  of  one  bar  and 
Uie  first  of  the  next.  Sih;  Example. 


And  the  same  with  Fi.ais  \nd  Naturals. 


The  order  of  Sharps  at  the  Clef, 
4eicendlng  by  a 4th,  and  ascending  by  a oth. 


The  order  of  Flats  at  the  Clef, 
ascending  by  a 4th,  and  descending  by  a 5th. 
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MUSICAL  INSTRUCTIONS. 


TRAI¥SPOSlTIO:V  of  the  KEYS  or  SCALE. 


When  C is  taken  as  1,  the  Scale  is  said  to  be  in  its  natural  position ; but  either  of  the  other  letters  may  be  taken  as  1, 
in  which  case  the  Scale  is  said  to  be  transposed.  As  1 is  the  basis  of  the  Scale,  the  foundation  on  which  it  rests,  so  the 
letter  which  is  taken  for  this  sound  is  called  the  Key  Note.  Thus,  if  the  Scale  be  in  its  natural  position,  it  is  said  to  be  in 
the  Key  of  C ; if  G be  taken  as  1,  the  Scale  is  in  the  Key  of  G ; if  D be  taken  as  1,  the  Scale  is  in  the  Key  of  U : and  so 
on  with  the  rest  of  the  seven  letters  ; whichever  letter  being  taken  as  1,  that  letter  becomes  the  Key  Note  of  the  Scalc, 

In  transposing  the  Scale,  the  order  of  the  intervals,  or  tones  and  semitones,  must  be  preserved.  Thus  the  interval  must 
always  be  a tone  from  1 to  2,  a tone  from  2 to  3,  a semitone  from  3 to  4,  a tone  from  4 to  5,  a tone  from  5 to  6,  a tone  from 
6 to  7,  and  a semitone  from  7 to  b.  The  interval  from  one  letter  to  another  is  always  the  same,  and  cannot  be  changed,— 
thus  it  is  always  a tojie  from  C to  D,  and  from  D to  E ; a semitone  from  E to  F ; a tom  from  F to  G,  from  G to  A,  from  A 
to  B ; and  a semitone  from  B to  C.  In  the  transposition  of  the  Scale,  therefore,  it  becomes  necessary  to  introduce  Sharps 
and  Flats,  or  to  substitute  sharped  or  flatted  letters  for  the  natural  letters,  so  as  to  preserve  the  proper  order  of  the  intervals 
First  Transposition  by  Sharps  from  C to  G,  a Fifth  higher,  or  a Fourth  lower. 
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CnOKDiS  and  DISCORDS. 

When  two  or  more  notes  of  the  Scale  are  played  together,  they  compose  what  is  termed  a Chord.  'I'hose  chords  which 
gratify  the  ear  are  called  Consonant  Chords  or  Concords  ; and  those  which  are  not  pleasing.  Dissonant  Chords  or  Discords. 
Those  Concords  which  are  most  pleasing  are  called  Perfect  Chords ; they  take  1 as  the  fundamental  tone  in  connection  with 
8,  5,  and  8 ; or  3d,  5th,  and  8th  or  octave.  See  Examples  of  Perfect  chords  in  different  Keys. 


KEY  of  C. 


KEY  of  G. 


KEY  of  D. 


KEY  of  A. 


KEY  of  P. 


KEY  of  B. 


KEY  of  E. 


Those  Concords  which  are  less  pleasing  are  called  Imperfect  Chords  ; they  are 


in  connection  with 


MUSICAL  mSTRUCTIOKS. 
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'Fhe  Discords  are  2,  4,  and  7,  in  connection  with  1.  See  Example 
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of  the  diflferent  KEYS. 

C major,  or  the  Natural  Key  ; warlike,  and  well  adapted  to  martial  music. 

G major,  or  1 sharp;  gay  and  sprightly,  and  will  admit  of  a greater  variety  of  subjects  than  any  other  key. 
D major,  or  2 sharps  ; grand,  solemn,  melancholy. 

A major,  or  3 sharps ; j)laintive,  but  lively. 

E major,  or  4 sharps  same  as 'A  major. 

F major,  or  1 Flat ; sober,  thoughtful ; better  adapted  for  the  Violin^  inan  any  other  key. 

B|j  major,  or  2 Flats  ; same  as  F major,  but  more  plaintive. 

E[j  major,  or  3 Flats ; similar  to  A major,  but  more  soft  and  sweet. 

Example  of  the  Scale  in  all  the  Keys,  major  and  minor. 

Key  of  C,  Major  Mode.  Key  of  A,  Minor  Mode. 
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Key  of  G,  Major  Mode. 
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Key  of  E,  Minor  Mode. 
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Key  of  A,  Major  Mode. 
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EXAiMPLE  OF  THE  DIFFERENT  SCALES. 
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Kt^  of  Major  Mode. 


Key  of  Cff=,  Minor  Mode.  (S«Iiom  uaed.^ 
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ATfi/  of  C^,  Minor  Mode.  (Seldom  used.) 
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Kt^y  of  D\),  Major  Mode. 
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Key  of  A\),  Major  Mode. 
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Key  of  E\),  Major 
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Key  of  F,  Minor  Mode. 


Key  of  C,  Minor  Mode. 
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Key  of  F\},  Major  Mode. 
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Key  of  F,  Slajor  Mode. 
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LESSONS  OF  INTERVALS 
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THE  CONCORDS  IN  THE  KEY  OF  G. 


All  the  other  Concords,  or  the  Concords  in  other  Keys,'  may  l)e  played  by  this  Example. 
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DICTIONARY  OF  MUSICAL 


TERMS. 


ft  cn  icaiicji  prrpo<iitk>n«  ni<»ir.inf  in  hy,  at>  See. 
dtettierando . arr*‘i.  r;Uitig  the  tune  giad'jaily  fasiter  and  faster. 

Adnirto  Ji.'t.-iaiy  or  MuUa  ; very  slow. 

lAhoum  ; at  plea'^ure. 

Ji^ttu  iso  f tender  and  artecting. 

Ji^fUato;  with  agnation. 

AUn  CapeLlti;  in  ctnirrh  style. 

^Ue^eVoi  less  quick  than  .Allegro. 

Atiejrui  quick. 

Air^ro  A.ssat:  very  tjmek. 

AUtjtro  tun  non  troi'pn  : (jiiirk,  hut  not  too  quick. 

.‘tmnhiU ; in  a gentle  and  tender  style. 

Amateur 4 a lover  init  not  a itrotVssor  of  music. 

Amen  : so  he  it  ; pronounced,  in  singing,  Afi-men. 

Amarme^  or  Con  Amove ; adectionutely,  tenderly. 

Andunte;  giuitle,  di>tinrt,  and  rather  slow^  yet  connected. 
Aitdanutio ; somewhat  quicker  than  .AinkiutV 
Animate  or  C’en  Anuna;  with  fervent,  aniinateJ  expression. 
Arttao^  or  Con  Animu ; witii  spirit,  courage,  and  holdiieM. 
Aiit»pkone  ; music  .sung  in  alternate  {larts. 

Audita;  with  ardor  and  :ipirit. 

Arxoeo ; in  a iigtit,  airy,  singing  manner. 

A tempo  ; in  tune. 

A tempo  g'iiu<lo ; m strict  and  exact  time. 

Ben  Marcato:  in  a pointed  and  well-marked  manner. 

Bts ; twice. 

BnllauU;  hrilliant,  gay,  shining,  s^mrkliiig. 

Cadence;  closing  strain,  also  a fanciful  extemporaneous  einoeilisb- 
meiit,  at  the  close  of  a song. 

Cadenza:  same  as  the  second  use  of  Cadence.  See  Cadence. 
Calando : sotYerand  slower. 

CanCa^de ; gracefiil  singing  style  ; a pleasing,  flowing  melody. 
Canto:  the  Uelite  part  in  a chorus. 

Cfwtr;  a coiii)»aiiy  or  hand  of  singera;  also  that  part  of  a church 
appropriated  to  tlie  singers. 

Churiet,  or  Ch^rrister ; a member  of  a choir  of  singers. 

Cal.  or  Cen;  with.  Col  Area  ; with  the  how. 

Conkodoy  or  CommtAo  t -in  an  easy  and  unrestrained  manner. 

Com  wiUi  expression. 

Con  ; with  delicacy.  ~ 

Con  Daltrre.  or  Cott  Ouoin:  with  mournful  expression. 

Canductor;  one  w' ho  superintends  a muceal  > rfo^aLaace  tame 
as  Music  Director- 
Con  t^nertrteo;  with  energy. 

Con  Flrpretunune ; with  expression.  ' 

Con  Fnttco ; with  ardor,  fire.  « 

Com  Oraiin;  with  grace  acd  elegaM#. 

Can  tmpeto:  with  force,  eiergy. 

Com  JuitU  ’ with  chaste  exactaeat. 

CanMoto;  with  emotion. 

Cob  Sp>rdo;  with  spirit,  animation. 

Cora  i cnorus. 

Da ; for,  fhom,  of. 

Amu  ^ two  tokos  ot  iMMasoii 


Diminuendo  : gradually  diminUhiBg  the  sound. 

Da  Capo:  from  the  hegiiiriitig. 

t)ttaiii . tile  pric>is,  ih  contradistinction  to  the  lay  or  ordinary  chor- 
i.sier>. 

Deelamanda  ; in  the  Style  of  declamatlnn. 

Decre.sccndo  i diminishing,  decreasing. 

Deruzioue : di'Votional. 

/Jtififunu : a lover  of  the  arts  in  general,  or  a lover  of  music. 

/)i  Moltu:  much  or  very. 

Divoiii:  devotedly,  devoutly. 

Dolce;  sort,  sweet,  tender,  delicate.  ' • 

D'dcementr^  Dolc^'ni.  or  Dalnsstmo.  See  Dolce 
D'  le.ute^  or  Doinrosu  : moiimfiil. 

Doloroso;  in  a plaintive,  iiiuurnful  style. 


Ftne.  Fioy  or  'Stiale:  the  end. 

F 'Tiando.  for  or  ft. ; sudden  increase  of  power.  ^ 

Fu^ej  or  Fa  « : a coni|Kisiiton  which  rejie.ils  or  sustains,  in  its  several 
parts,  nuighoiil,  the  suhjert  with  winch  it  commences,  and 
winch  .1*  orteii  led  ofl*  hy  some  one  of  lU  [KtrU. 

Fuirafo:  iii  the  fugue  style. 

Fujrhetto;  a short  fugue 


Ma ; but. 

JHae^itoso;  majestic,  majestically. 

Mae.'itro  di  Capella;  chapel  master,  or  conductor  of  church  music. 
Marcato  strong  and  markmd  style. 

Me^esa  di  Fc-ce;  moderate  sw'ell. 

ModcratOy  or  ModeratamenU ; moderately,  in  moderate  time 
MoUo  i much  or  very'. 

Motts  Vote ; w.ith  a full  voice. 

Morendo;  gradually  dying  away. 

Mardente ; a heat,  or  transient  shake. 

Mosso ; emotion. 

Mota ; moiiua.  Andante  con  Moto  ; quicker  thaa  .Vodante 


Organa;  the  organ.  t 

Orchestra  . a ronquiiiy  or  h.and  of  instrumental  perlometn,  ttet  pMl 
of  u tliralre  occupied  by  the  hand. 

Pastorale:  applied  to  graceful  movements  in  sextuple  time 
Perdendo.  or  Perdendosi : same  as  l.eiitaiido. 

Piu  . more.  Pto  Mosso:  wiih  more  motion,  faster.  ■ 

Piiiicato  siiap(ung  the  vkdiii  string  w ith  the  Angers. 

Poco;  a liule.  Poco  Adutrto;  a little  slow. 

Puco  a Poco;  by  degrees , gradually. 

Portamehtu  ; tlij  iiiaiiner  of  .sii>tainins  and  conducting  the  voice 
from  one  sound  to  another 
Precentor:  conductor,  leader  of  a choir. 
presto;  quirk. 

PresLissnno ; very  quick. 

Bollentanu  ^Uentandoy  or  Slentando ; slower  and  softer  by  degreea. 
ftecUando;  tifieakiiig  manner  of  performance. 

Recitaiite;  K.  llie  style  of  recitative. 

He.C'tuttve ; musical  declamation. 

B>nft>rt<indoy  Htnf.,  or  Hinfnrto ; suddenly  increasing  In  power.  ^ 
Huardando ; slackening  the  tune. 

Sajnjdice:  chaste,  simple. 

Srwpre:  throiiglKuit,  always,  as  Sempre  Fortey  loud  througboul 
Scuta:  without ; as,  Semu  Or^ranOy  without  the  «u^n. 

Sfurzandoy  or  Sforiato ; with  strong  torce  or  emphasis,  rapitSf 
miriisliing.  > 

j Siciliana  : a movement  of  light,  graceful  character. 

I Smorendoy  Smuriandv  ; dying  av\  ..y. 
j Suarey  Soavement : sweet,  sweetly.  See  Dolce, 
j Svlfe.ojrto:  a vocal  e'xercise. 

Solo : for  a single  voice  or  instrument. 

’ Sosteuuto : sustained. 

. Sv'to;  under,  ^*elow.  Sotto  Face;  with  subdued  voice.  , 

' Sptrttosoy  Con  Spinto;  with  spirit  and  animation. 

Staccato;  short,  detached,  distinct. 

; quick. 

Taefy  or  Tacet;  silent,  or  be  ailent.  

Tardo  ; slow.  

Tasto  Solo ; without  chords. 

Tempo : time.  Tempo  a piacere;  lime  at  pleaeniw 
Tempo  Giusto ; in  exact  tune. 

Teoy  Tenutoi  hold  on.  See  Sostenufo 
Tutti;  the  whole,  full  chorus. 

On;  a ; as,  Pocoy  a little.  , 

Fa ; go  on  ; as,  Fa  CteietndOy  continue  to  iW€Saat$ 

Ferst  i same  as  Solo. 

Fifforoso;  boid,  enerfeti** 

Fiv&ee ; quick  and  cheerful. 

. Firtuoso:  a proficient  in  art. 

I Foci  dt  PrUo:  the  chest  viure 

I Face  di  Testa ; the  head  voice. 

Foce  Sola;  voice  alone. 

FaUii  Suhidi  turn  over 


A*sfi;  not.  Jfen  trog^ ; noi  too  much. 


E ; and. 

Eleffaiitr : elegance. 

E'teririeoy  or  Com  Enerffia;  with  energy 
Esprcssioo ; exprej»sive. 


G/usto  ; in  just  and  steady  time. 

Gratuiso;  smoollily,  gracefully. 

Grave;  a slow  and  solemn  movement 

Impressario  ; the  conductor  of  a concert. 

l.aerimandoy  or  Laerimn^o  ; mournful,  pathetic. 
fAtmeiitevole,  /jimentaudoy  LanieutabtU ; mournfully. 
Larirtussimo ; extremely  slow. 

Larghelto;  slow,  hut  not  so  slow  as  Largo. 

Largo : slow. 

Legato;  close,  gliding,  ronaccted  slyie. 

Lentando;  gradually  slower  and  suiter. 

Lentoy  or  Lcntanunie  i slow. 
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FIDDLER’S  QUICK  MARCH. 


SCOTCH  REEL. 
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SOUTH  END  QUICK 


KILKENNY  GIRLS. 


MERRY  GIRLS  OF  DUBLIN. 
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CARNIVAL  OF  VENICE 
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GET  ALONG  HOME,  MY  YALLER  GALS. 
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No.  3 QUICK  STEP. 


rFi=i=^i= 


■~i^  a 
-0— 


'T 


-01  I 0 
_0_ 


At. 


T- 


No.  4 QUICK  STEP. 


■ O'^ 

:'?~r— 

# 

-»-* — 0-r-\— 

r'f  ^ r p ^''p 

:^P:.=i:rt 

GTh-.t-i- 

*/ 

82  No.  5 QUICK  STEP. 


rOLKA  DANCE 


1% 


o- 


— zs ^ • ' r~n"' !' ' " 

E^-fTriz^iirz 


^ ^ r 

1 1 

J 

9 1 ^ 

C5  ! 

» 1 

^ <9  9 " -f:  ^ 

-f-'pr  T-  i — 9- 


BOHEMIAN  POLKA. 


iNOIv  PltJ  MESTA. 


S5 


-SI 

1 


Ji: 


— 

;z  z^z  z*®^  - 

■~r  j®  T*! 

“T31 

-3 ! -.—3-— — 

--^  S F - 

IT  n » 
— 

; “1 ' C?-  j- 

F~ir--~  r^h 


>4(». 


■'**  Z^ — ^*T 

1 ._  0 — .-Z — - -i- 

<y  -, p3  ^ . X 

C.  U. ^ V t f T*^d> J » f 1 

— I ^±0  '''^^  ^ ^ y 'i'  r’ii-n'  riz  p'--  nr-t*  ^ ‘3  "■' 


D.  C. 


«^r 


'-'P 


|Z4==b 


» ? 


-3  - t-f  r-^-P=F-^-^g#-F-^-p-  rf-, 


<5*7  ^ ^ 

DUKE  OF  IIEICHSTADT’S  WALTZ. 

L_J  _J__L_! ! » f t t » ? 

g »7  e 6~c 


1 # 


^ ^ ^ ^ 2 ^ 

^ -, j-#  - 


-^pfzS-'p-p 


r®_ 


I 

F 


rpzrt 


"r‘ 


--F- 


I 


> 


J-i-ntl— p-p-^,— --pis.=— 


-0 

■r“ 


t T f t r f 


t f T » I » 


^ ® 


Pl- 


_ ! ^Z^A  ■ 

1 •! 

_.  Z f— ' p # 

1 

’I 

3 

•1 

III! 

^ • 1 

fc_iZ_ 


» f t f I ( 


■j^izr 


'1  i — n 


»” 


-p 

T~ 

T" 


I f I I f » 
0 0 0 0 0 0 


■| — i~r-  i~[iir3zzrzr®' 


t ? » r f » 

-0-0-0-0-0-f» 


I I 


-F-t 


] 


4?  A 

-p-  »- 

T' 


iEE 


xLfzr- 


*r' 


Jf- 


• 0 ^ 

F=^r-T=='^*; 


D.  C. 


xz 


~i — I — r 


MUSICIAN’S  WALTZ 

JS 


'S? 


~-0  *~r-~r- 

"f  ■; — — 1 — 1 — F“ 

f -1 L 1 

1 'III 

T-f 

-i— 1 z i 

L t 

Wg— 

i 


86 


1 


WALTZ,  BY  WELCH. 
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STOP  WALTZ. 
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BRIGADE  QUICK  STEP. 


BRASS  BAND  QUICK  STEP. 
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HAPPY  AND  LIGHT  OF  HEART  ARE  WE. 
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SEE,  AT  YOUR  FEET,  A SUPPLIANT  ONE. 
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BOHEMIAIN  quadrille. 
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MARCH.  [Fiio:>i  the  Chorus  of  the  Gipsies.] 
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!5Teamboat  , Waltz 
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SUTTON  QUICK  STEP 
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WASHINGTON’S  BIRTH-DAY  QUICK  STEP. 
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CANZONET. 


BANGOR  QUICK  STEP. 
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POLKA  DANCE 
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HIGHLAND  WALTZ.  [Coivcluded.  ] • 
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OREGOIV  QUICK  STEF 
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Cotillon  No.  1. 
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First  couple  forward  and  back^  lady  cross  over,  forward  three,  two  ladies  cross  over. 
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First  4 forward  and  back,  cross  over,  chassa,  cross  back,  balance  and  turn,  ladies  chain,  promenade  4. 
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Ladies  all  cross  hands,  round  and  back,  give  other  hand  to  partners,  all  balance  turn  partners. 
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CoTiLLO.N  i\0.  2 


HUMPHREY’S  SEi’T 


First  4 lead  up  to  right,  chassa  out  and  form  line  across  the  hall,  Jill  right  and  left  acmes  the  hall,  ladies  all  chain  acroes  the  hall,  all  forward  and 
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First  2 forward  and  back,  cross  over,  cliassa  de  cliassa,  ciws  •»«».  balance  and  turn,  next  two  forward,  &c. 


0 0 0 0- 

j-^-F-r-«-p- 


9-0-^^0  a 


0 o 


p-0 


- - 0 >-0  0 0 0- 

ff  ■ • . 0 r : 

-0  ' • > T'  " ' 

0 0 


9-&- 

I — f ~ 

'=«asa  — 


P 0 0 


r i^r 


mi 


y — '' — ' — i~ 


9~0 


n-n— .-1-2Z|zt?Zi 


-^0 


9 


9 


0 ‘ * m *'  ■ '1 


izizz]^: 

-0-0-0- 


jr 


'M. 


D.  C. 


68 
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All  chassa  across  partners,  all  promenade,  all  chain,  all  promenade,  right  and  left,  4 balance,  sides,  &c. 
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Cotillon  INo.  4 


MASSACHUSETTS  SETT 


Chasaa  across  4 and  back,  forward  4,  half  promenade,  ladies  forward  and  back,  gentlemen  the  same,  forward  4,  half  promenade  to  place,  sides  the  same. 
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Right  tiad  left  4,  balance  partners  and  turn,  ladies  thtin,  promenade  4,  side  conp.es  same. 
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First  ‘2  forward  and  back,  cross  over,  chassa  de  chassa,  cross  back,  ladies  chain,  promenade  4,  next  2,  &c. 
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First  4 lead  to  right,  chassa  out,  form  lines  across  the  hall,  all  right  and  left  across,  all  chain  across,  all  forward  and  bark,  swing  to  place,  side  couples,  &.c. 
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All  chassa  across,  turn  corners,  back  and  turn  on  the  comers,  all  balance^  turn  partners,  grind  chain,  all  promenade,  repeat  the  figure. 


Ladies  balance  to  the  right  and  swing,  balance  to  next,  &,c.  all  prom^-nade,  all  gentlemen  balance  to  right,  &.c. 
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First  4 right  and  left,  balance  your  partners,  and  turn,  ladies  chain,  promenade  4,  sides  ^he  same. 
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Two  ladies  back  to  back,  2 gentlemen  the  same,  balance  4 and  turn,  ladies  chain,  promenade  4 sides  the  same. 
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First  couple  lead  to  right,  and  balance,  swing  round  with  tliat  couple,  lead  up  to  next  couple,  &.C.,  all  balance  and  turn. 
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Ladies  al.  balance  to  right,  all  promenade,  gentlemen  tlie  same. 
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First  4 forward  and  back,  back  to  back,  balance  4 and  turn  partners,  ladies  «chain,  promenade  4,  side  couples  the  same 
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Firet  2 back  to  back,  balance,  and  turn  partners,  forward  and  back  next  2,  &.c. 
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All  forward  and  back,  all  balance  to  comers,  half  promenade,  swing  round,  grand  chain,  promenade. 
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First  4 right  and  left,  balance  and  turn  partnera,  ladies  chain,  promenade  4,  side  couples  the  same. 
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First  2 forward  and  back,  cross  over,  chaasa  de  chassa,  cross  back,  ladies  chain,  promenade  4,  next  2,  &c. 
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First  4 forwaoi  and  back,  back  to  back,  balance  4 and  turn  partners,  ladies  chain,  promenade  4,  side  couples  the  same. 


First  couple  promenade  round,  tlie  other  couples  do  the  same  in  rotation,  and  form  lines  lengthwise  the  hail,  1st  couple  balance,  chassa  down  ten  steps, 
balance  again  and  chassa  down,  other  couples  the  same,  till  you  have  all  balanced  tliro'igh,  &.C.,  come  to  places,  all  balance  and  swing  to  places. 


80 


mDEX  OF  MARCHES,  WALTZES,  POLKAS,  £zz. 


A Soldier’s  life  has  seei  of  strife 45 

llun^or  Quick  Step 54 

Beetiioveii’s  Waltz 50 

Brigade  Quick  Step... 40 

Bei-thoven’s  Waltz.  04 

Bohemian  Polka .03 

Bricklayer’s  Hornpipe ‘<14 

Brass  Band  Quick  Step 40 

Bohemian  Gallop ■ 42 

Bohemian  Quadrille 4() 

Cincinnati  Hornpipe 24 

Coronation  Hornpipe 24 

Chinese  Hornpipe ..‘ill 

Carnival  of  Venice 22 

Conoou  N upper 27 

Charlotte  Polka .‘Cl 

Cornet  Waltz 51 

Canzonet .51 

Coquette 112 

Delaware  Hornpipe 21 

Duchess  of  Kent’s  Galojiadc 2(i 

Duncan  Galopade ‘2(i 

De  New  \’ork  Gals ‘27 

Dandy  Jim ‘ill 

Duke  of  Reichstadt’s  Will: .‘15 

French  Dance ‘23 

I'air  Land  of  Poland 41 

Get  along  Home,  my  yaller  Gals  27 

Girafle  Waltz 31) 

(iipsy  (Jin’s  Triumph. 4‘1 

Gennan  Waltz ,..58 

Garland  of  Love (J3 

Honrs  there  were 29 

Happy  and  light  of  heart  are  we 44 

H.>ne  Waltz .5)1 

lligaluid  Waltz. (X)  and  til 

I dreamt  I dwelt  in  marble  halls 41 

JoLmtj  Qilpm .23 


Johnny  Baker 28 

John  Anderson,  my  Jo 28 

Julian  Polka 50 

Kilkenny  Girls 21 

Kuflher  Galopade. . . . 22 

Kentucky  Girls 23 

Leland’s  Quick  Step 30 

Lover’s  Quick  Step 2*2 

Liverpool  Hornpipe ‘24 

Lucy  Neal ‘29 

Love  not  Quick  Step 32 

La  Polka  Dance 33 

Merry  Girls  of  London 21 

Musicians’  Waltz 30 

Mall  ila  Waltz 30 

March,  from  the  chorus  of  tJie  Gipsy  Girl 40 

.\ahant  Quick  Step .59 

N a hunt  Waltz. .5.5 

New  Kngland  Galopade 20 

Non  Pill  Mesta 3.5 

Neapolitan  W'altz 3») 

New  Kngland  Waltz 38 

Ne’er  let  tJie  heart  for  sorrow  grieve 47 

Old  Gray  Goose 27 

Oregon  Quick  Step 0*2 

People’s  favorite  Waltz 34 

Pleasure  Waltz .37 

Pity  one  from  childhood  lorn. 42 

Pirate’s  Serenade .54  I 

Polka  Dance .57 

Prize (i3 

Quick  Step,  Na  1 31 

“ Na‘2. 31 

« TJo.  3 31 

“ No.  4 31 

“ No.  5 :« 

“ No.  6. 32 

Reel JJ4 


Raflsman .48 

Rifle  Waltz .' 49 

Reel .03 

SniitJi  End  Quick  Step 21 

Sing,  Darkies,  Sing 28 

Serenade  Waltz ; 37 

Stop  VV’altz 37 

Song  of  the  Gipsy’s  Bride ....4*2 

See  at  your  feet  a suppliant  one 4.5 

Steamboat  Waltz .51 

Sutton  Quick  Step .5*2 

Soldier’s  Quick  March 03 

3'yrolese  Waltz J18 

3’  to  (’arabo 40 

Tkiongh  the  world  wilt  tie  u fly,  love 43 

’’I’is  sad  to  leave  our  futlierland 44 

3’hen  you’ll  remember 44 

'J’he  h'  art  bowed  down 47 

3’en  o’clock 48 

3’he  Watcher 48 

3’here  is  no  home  like  my  own .57 

'I’exas  Veto <22 

Village  Quick  Step. 25 

Wild  Racoon  Track ‘29 

Waltz,  by  Welch 3<J 

Waltz,  fn  m the  Bohemian  Girl 4.5 

What  is  the  siiell 40 

Washington’s  Birth-day  Quick  Step 53 


COTILLONS 


Beethoven’s  Sett. M 

Concert-Hall  Sett 70 

Humphrey’s  Sett ••(> 

Massachusetts  Sett 70 

Metamora  Sett .72 

Mississippi  Sett 68 

Opera  Sett . . ..78 

Brov idence  Sett ,74 


-■  r ' • Mpy.-' 


M f-  . 


■,  »;/: 


■■  ■m#: 


A— 


■ 


Ij 


boston  public  library 


3 9999  08665  483  5 


(Oct.,  1885,  20,000)  ' 

BOSTON  PUBLIC  LIBRARY. 


FES  3 i8:a 


u r «L  « iiuic,  ana  oDuiaea  only  by  card: 

to  be  kept  14  days  (or  seven  da^s.An  ihe'  cafe  of  fiction  and 
juvenile  books  publisbetUnlhi^/,^  Jear,)  Xhout  fine;  not 
d by  Vnessen^er  after  n days- 
^^ne  ^day,  includ- 

— -9  be  Tent  out  of  the  borrower’s 
‘‘■a^rred;  to  be  returned  at  this  Hall. 


juvenile  books  publ 
to  be  renewe|i  ’ 
who  will  collecu 
ing  Sundays  an^ 

household,  and  L.cusicrrca;  lo  oe  returned  at  this  Hall 

Borrowers  finding  this  book  mutilated  or  unwarrantably 

fn  &i^Vr^^ofWks° 

%*No  claim  can  ! e lablished  because  of  the  failure  of  any 
notice,  to  or  from  tl.  ..library,  through  the  mail.  ^ 


Tbo  record  below  aot  be  made  or  altered  by  borrower. 


